The church of St Theodore (also known as ''Sts Theodoroi'') 
The church is a single-nave building of small dimensions (length: 5.40 m without the apse, width: 3.80 m.), with a semicircular apse presenting a slight diminution in height. It is covered by a saddleback timber roof, which was added in [1987] [1988] , when the building underwent some serious reconstruction. 4 In all probability the original roof, at least in the interior, would have been a barrelvault set on the thick (about 70 cm) walls. The entrance of the church is in the west part of its south wall. The church, nowadays coated with cement mortar to a significant degree, is built of rubble masonry, as can be seen in earlier photographs belonging to the Ephorate of Antiquities of Arcadia. A wooden iconostasis of simple structure, dated to the early twentieth century, isolates the sanctuary from the nave, which were not separated when the church was constructed. The altar is built, covering the lower part of the apse, whereas a built construction in the northeast part of the sanctuary served as a prothesis altar.
As a result of painting losses or the sporadically bad preservation of the paintings, most of the surfaces had already been covered by plaster before [1987] [1988] . The wall-paintings on the major part of the apse and the west wall, and in places on the east and the lateral walls, in excellent condition, are the exception to the rule and will be examined in this paper.
In the sanctuary apse, the semi-dome is occupied by the full-length frontal figure of the Virgin with Christ Child in the Kyriotissa type, flanked by two venerating archangels; represented on the half-cylinder is the Melismos with the Child in the paten with an asteriskos on the top and four concelebrant hierarchs to the side, visible almost to the thighs under the plaster: St John Chrysostom and St Basil the Great to the north and south of the paten, accompanied by St Athanasios of Alexandria and St Gregory of Nazianzos, respectively. Two partially visible frontal deacons are depicted on the surfaces close to the sanctuary apse, above the prothesis altar: a beardless deacon with short hair on the north part of the east wall, probably St Stephen, and a second deacon with short hair, a thin moustache and a short beard on the east part of the north wall. 5 An unidentifiable wall-painting fragment -a brickred surface on blue background -is visible on the lower south part of the east wall, next to the altar. A fragment of another painting (garments?), of ochre, brick-red and blue, is visible on the lower part of the south wall close to the iconostasis, whereas on the west part of the wall, next to the entrance of the church, we see the right brick-red boot with white details of a figure standing on a brick-red object, which, if we are not mistaken, could be identified as a footstool. Taking into consideration the position of the figure, the presumable footstool and the type of the footwear, he could be the "guardian" archangel of the church, commonly represented close to the entrance of churches from the thirteenth century onwards. 6 Two more standing frontal figures, visible to the lower parts of their body, St Nicholas and a female saint, whose name is covered by plaster, are depicted on the south part of the west wall, almost at the level of the faithful. Next to them, on the north part of the same wall, is an equestrian saint moving to the right and slaying a dragon. The feet of the saint and the greater part of the horse and the serpent are still coated with plaster, but the physiognomy of the figure and his white horse lead to the conclusion that this is St George. More warrior saints had been depicted on the north wall, as attested by a partially visible standing frontal saint in armour, on the west part, and parts of the forelegs of the horse of an equestrian saint to the east of it, next to the abovementioned unidentifiable deacon. Both the standing and the mounted warrior saints, covering a significant part of the surfaces -at least the north wall and the north part of the west wall -can be attributed to the dedication of the church to a warrior saint; they also recall the widespread tradition during the thirteenth and fourteenth centuries of depicting more than one warrior saints in churches of the Peloponnese after the Latin conquest. 7 As far as the frame of each painting is concerned, we still see the thin red band separating the wall-painting of the semi-dome from that of the half-cylinder of the apse, as well as parts of the bands to the side of the deacon on the north wall and intermittently around the equestrian St George on the west wall. The background of the paintings is blue, except in the semi-dome of the apse, where it is divided into two zones, an upper blue zone and a lower ochre one.
Iconography
The Virgin Kyriotissa with archangels ( fig. 2) The frontal figure of the Virgin standing upright on a brickred footstool with the Christ Child, ΙC XC, in her bosom occupies the semi-dome of the apse; with her right hand she holds the torso of the Child, while with her left hand his left foot. Her dress is blue and her maphorion brickred decorated with three white stars and white brushstrokes marking the edges. The Child has a crossed halo with white oblong lines forming both sides of the arms of the cross; each arm is decorated with a red dot imitat- ing gems. He is clad in white garments with green brushstrokes. He blesses with his right hand at a distance from the torso while holding a rolled white scroll with the left before his torso. The two figures are accompanied by the archangels Michael and Gabriel in their luxurious imperial costume, in brick-red and ochre. Turned in three-quarter profile towards the centre of the apse, they venerate with their hands bare. The visible wing of each archangel is upturned, painted in brick-red with white geometrical motifs marking the outline. The representation follows the pre-iconoclastic type of the Virgin Kyriotissa. 8 Judging by the way the Virgin holds the Child, it resembles the variant on the apse of the church of the Transfiguration at Koropi (1020 Koropi ( -1030 Malereien, Munich 1975, 213-216; A. Stavropoulou-Makri, Εἰκόνα Παναγίας Βρεφοκρατούσας στὸ Μέ-τσοβο, Δωδώνη 4 (1975) The archangels Michael and Gabriel are also present in the Kyriotissa depictions of the aforementioned churches at Koropi, Kastania 13 and Achragias, although in different poses than in the Platanos church. In the churches at Koropi and Kastania they also wear the imperial costume, whereas in the church at Achragias their attire consists of a chiton and a himation. The pose and gestures of the archangels in St Theodore at Platanos find closer parallels in the archangels depicted to the side of the enthroned Virgin and Child on the apse in the Omorphi Ekklesia of Aigina (1289). 14 On the other hand, their upturned wings and their imperial costume are two commonly repeated features of twelfth-century painting, which were transmitted to Palaiologan art. 15 Also common to Late Komnenian until the early fourteenth century Palaiologan painting is the luxurious decoration of their garments, 16 and especially the diaper pattern on the dalmatic, modified here by white dots imitating pearls. 17 On the dalmatic of the north archangel lozenges are decorated with one off-white and four white pearls, whereas those οn the dalmatic of the south archangel with a blue gem in a circle of white pearls.
The The Melismos with the Child alive and naked in the paten follows a variant of the iconographic type B, according to Chara Konstantinidi's classification, a type known in art since the end of the twelfth century. 25 The additional detail of the asteriskos appeared almost a century later, in the wall-painting of the south church of St George at Lathreno, on the island of Naxos (late thirteenth century), 26 symbolizing the part of the Holy Anaphora, during which the Holy Gifts are placed on the altar covered only with the asteriskos. 27 Unique so far is the depiction of the half-length Child.
The representation of the concelebrant hierarchs in the programme of the apse, their vestments and the way of holding the scrolls with both hands, are commonly encountered in art from the Middle Byzantine period. 28 Similarly common are the liturgical prayers on the scrolls of St Basil, St Athanasios and St Gregory. 29 An interesting detail that bespeaks the painter's decorative disposition is the coloration of Chrysostom's and St Gregory's scrolls. Colour, 30 light brick-red and olive-green, has been used on the scrolls of the concelebrant hierarchs in St George 24 Brightman, op. cit., 309.8; Trempelas, op. cit., 17.3 34 whereas ochre has been used in St Nicholas at Istiaia, Euboea, of the late fourteenth century. 35 The painter's penchant for the decorative is also apparent in the rendering of the bishops' omophoria, forming either a semicircle around the shoulders (St Basil, St Athanasios) or an angle on the torso (St Chrysostom, St Gregory), as well as by painting, as mentioned before, St Basil's omophorion in ochre and St Athanasios' in light red, in correspondence to the colours of the scrolls of the bishops depicted next to them.
Deacons (figs. 6-7) The two deacons in the sanctuary -as already mentioned, probably St Stephen, Ο/Α/ ΓΙ/Ο/S […]ΝΟS, 36 on the north part of the east wall, and the unidentifiable deacon 37 on the north wall -are fron-31 V. a colour figure in Α. Lidov, Byzantine church decoration and the Great Schism of 1054, Byzantion 68/2 (1998) fig. 4 tal. St Stephen holds a censer in his right hand, whereas the second deacon has his left hand covered by a brickred mandylion and holds a partially visible ochre object, perhaps a livanotida. 38 The inner dress of the deacons is brick-red on its neckline and the sticharion off-white. In the case of St Stephen green brushstrokes are painted on the sticharion, whereas the neckline of the inner dress is decorated with white semicircles, which are observed also in the figure of the same deacon in St Nicholas at Agoriani, Laconia (ca. 1300). 39 St Nicholas ( fig. 8 ) On the west wall, St Nicholas, […] KO/ΛΑ/Ο/S, 40 is depicted frontal, with both hands before his torso; he blesses with the right hand while holding with the left a closed Gospelbook painted in ochre with precious binding. Nicholas wears episcopal vestments -a sticharion, a brick-red phelonion and a white omophorion patterned with three large crosses of dark colour.
The popular saint 41 depicted on the south part of the west wall, as is also the case in the church of the Taxiarchs at Geraki (early fifteenth century), 42 crown with pearls and prependoulia, and a pair of white circular earrings with three beads-pearls each, complete her regal raiment. The crown with the prependoulia emerging from its upper edge and terminating in three pendants almost to its lower edge, is observed also on the prophets Solomon and David in the representation of the Resurrection in Sts Anargyroi at Kepoula (1265) 62 and on the image of St Catherine in Ai-Giannakis at Zoupena (fourth quarter of the thirteenth century phase). 63 The circular earrings with the three beads-pearls adorn also St Helen in the Palaiomonastero at Vrontamas, Laconia (thirteenth century phase). 64 Equestrian St George ( fig. 9 ) In the image of St George slaying the dragon, the saint, Ο/Α/ΓΙ/Ο/S, is depicted mounted on his white horse, the brick-red saddle of which is ornamented with pearls; parts of the body of the dragon and its head are visible in the lower part of the γραφίες τῆς Σπηλιᾶς τῆς Πεντέλης, 99, pl. 28; Coumbaraki-Pansélinou, op. cit., pl. 46 and Ν. Pansélinou, Άγιος Πέτρος Καλυβίων Κουβαρά Ατ-τικής, Δελτίον ΧΑΕ 14 (1987−1988) fig. 11 ; Drandakēs, Ο σπηλαιώδης ναός τοῦ Ἁι-Γιαννάκη, fig. 22 scene. The face and torso of the saint are frontal. With his left hand he holds the headstall and with his right hand he thrusts a spear diagonally into the serpent's mouth. The saint wears a white chiton with long sleeves, a cuirass with metal protective flaps in ochre and stripes with pearls, a brick-red mantle with white geometric motifs, a white belt and the usual diadem of pearls, while a brick-red, probably circular, shield hangs behind his left shoulder.
St George 65 is distinguished by a) the existence of the frame isolating him from the other two saints on the west wall, b) his representation on horseback next to standing saints, c) the frontal pose of his head and torso, despite his intense movement, indicating a devotional icon, and d) his ornamented halo, in high relief ( fig. 13) . We do not know the reason why the painter chose to honour St George in all these ways, since he was not the patron saint of the church; 66 however, we should not forget that St George is one of the major saints of Orthodoxy.
The type of the equestrian St George, with his head and torso in frontal pose, and holding the spear and the headstall in a similar way, 67 finds close parallels in his representation in the church of Christ the Saviour at Megara (third quarter of the thirteenth century), 68 art, especially of the Peloponnese and Crete, a tendency which has been associated with the influence of Crusader and Italian art. 76 Because of the coat of plaster that covers St George's halo, we cannot be sure about the type of it's ornamentation ( fig. 13) , which is most probably covered on its circumference with a tendril motif. 77 We note that different types of tendril, either painted or in relief, are also used on haloes of holy figures in the Holy Trinity at Lampeia, Elis (thirteenth century), the Taxiarchs near Saidona of Messenian Mani (thirteenth century), the cave-chapel of St John the Baptist near Chrysapha (fourth quarter of the thirteenth century) and St Kyriaki at Marathos (painted tendril, ca. 1300), Laconia, as well as in St Nicholas of Mouri, Crete (twelfth/thirteenth century). 78 The highly raised halo adorns the figures of the Taxiarchs in the homonymous church at Agriakona (ca. 1300/early fourteenth century) in the Peloponnese, 79 αιώ-να, in: Εταιρεία Μακεδονικών Σπουδών. Εορταστικός τόμος, 50 χρόνια, 1939 αιώ-να, in: Εταιρεία Μακεδονικών Σπουδών. Εορταστικός τόμος, 50 χρόνια, -1989 αιώ-να, in: Εταιρεία Μακεδονικών Σπουδών. Εορταστικός τόμος, 50 χρόνια, , Thessaloniki 1992 Most of the halo is covered by plaster, thus impeding further analysis.
78 V. relevant bibliography in Kalopissē-Vertē, op. cit., 556−557. On St John the Baptist near Chrysapha v. N. B. Drandakēs, Ὁ σπηλαι-ώδης ναός τοῦ Προδρόμου κοντά στή Χρύσαφα τῆς Λακεδαίμονος, Δελ-τίον ΧΑΕ 15 (1989−1990) 184, fig. 9 . 79 Deliyannē-Dorē, op. cit., 577, fig. 23 (on the dating of the paintings v. n. 57 supra). We do not know whether the halo of St John the Baptist in the homonymous cave-chapel near Chrysapha is also highly raised or not. Warrior saint ( fig. 10 ) Only parts of the body of the frontal warrior saint depicted in the west part of the north wall are visible: a part of his torso and thighs, most of his right hand, which, judging by its pose, might hold a sword raised before the chest, and the lower part of his left hand supporting on the torso a circular shield from its external side. A brick-red chiton with long sleeves, decorated with white motifs, an ochre cuirass, a belt (?) and a dark-ochre mantle form his military attire. The type of the shield is common in Byzantine art. 85 On the contrary, exceptional is the way the saint holds the shield, because there seems to be no suspension point on its surface. If this has not been caused by a loss of paint, the way the saint holds the shield finds resemblance to a limited number of representations, such as the mosaic of St Demetrios in the Cathedral Basilica of Cefalù (after 1148) 86 and the representation of a soldier on fol. 361r of the Vatopedi Octateuch (Cod. 602, ca. 1270 (Cod. 602, ca. -1300 . 87 To sum up, the paintings under examination follow iconographic types and details common to the monumental painting mostly of the second half of the thirteenth and the beginning of the fourteenth century in the periphery of the Byzantine Empire, often recorded within the boundaries of the Despotate of the Morea.
Stylistic study
The wall-paintings under examination present a remarkable stylistic homogeneity, demonstrating that they are the work of only one painter. Characteristic traits of all figures, both standing upright and on horseback, are the static poses and the calm gestures; even in the case of the equestrian St George (fig. 9) fig. 114 . dragon, the impression of movement is moderated by the frontal pose of his head and torso.
The anatomical details and the facial features are linearly rendered, with brick-red brushstrokes (figs. 6-7, 11-14) . An exception to the rule is noted only on the lower outline of faces, which the painter models using wide brick-red planes. The eyes are large and almond--shaped, formed by two curves which join and extend to the temples, while the pupils convey an intense gaze. The eyelids are indicated usually by two curves, the eyebrows are thick and curved, and the nose is straight on frontal figures, and slightly crooked on figures turned in threequarter profile. The lips are painted in brick-red; the upper one is wavy and recalls a swallow's tail, whereas the lower one is formed by a concave curve of smaller size. The chin is painted in a convex curve. The ears, when they are visible, are also linearly rendered. The neck is normal and the fingers thin and long. In contrast to the schematic treatment of the facial features, the naked parts of the body of the Christ Child in the Melismos ( fig. 3 ) are executed with greater freedom.
The flesh is dark ochre (figs. 6-7, 11-14) . The protruding parts are stressed by a few white highlights, curved or oblique, without much schematization, and the wrinkles are painted with brushstrokes of ochre mixed with white. Because of the use of green shade in broad planes, in the area of the eyebrows, to the side of the nose and on the outline, the aspect of the faces is rather unnatural and 'heavy' . However, variants in the use of the green shadow exist. In the three-quarter profile figures (fig. 3) it is completely absent, in order the painter to illuminate the childish countenance. Lastly, in the case of female and youthful male figures, the green plane covers a part of the neck, in most cases the right one.
The painter chooses ochre for the flesh of the hands, often using the green shade on parts distant from the source of light, such as on the centre of the palm of the Christ Child's right hand in the Kyriotissa representation. He also stresses the prominent points with white freedrawn highlights, for example on the Virgin's right hand of the same image. On the other hand, in the case of the Child of the Melismos (fig. 3 ) the green shadow is absent from the naked body, just as from the face of the figure, in order to enhance the chubbiness.
In most cases the hair and beard are painted with curved brushstrokes. In the case of young figures (figs. 6-7, 11-13) the brushstrokes are brick-red and ochre, whereas in the elder ones (figs. 4-5, 14) brick-red, green and white, with variants. In St John Chrysostom brick--red is the predominant colour. In St Basil the Great the painter uses brick-red with a few white strokes, in St Gregory and St Athanasios he uses ochre, on which he adds brushstrokes of white and -to a lesser extent -of brickred, whereas in St Nicholas green and white are combined with some brick-red strokes.
As scholars have already remarked, the wide use of the line characterizes Komnenian art and survives to the thirteenth and the first half of the fourteenth century in the conservative painting of Southern Greece and the islands, 88 της, Διεθνές Συνέδριο, Ἀκαδημία Ἀθηνῶν, 9-12 Μαρτίου 2004 , ed. P. L. Vocotopoulos, Athens 2007 with bibliography and examples. I wish to thank warmly Mrs. S. Kalopissi-Verti, Professor Emerita of Byzantine Archaeology, for her remarks on the Palaiologan monumental painting in Laconia. 89 On painting ensembles of the conservative trend in the Peloponnese v. S. Kalopissē-Vertē, Ὁ ναὸς τοῦ Ἀρχαγγέλου Μιχαὴλ στὸν Fig. 12. Female saint, detail Fig. 13. St George, detail Fig. 14. St Nicholas, detail The shading of the flesh with green is also attested during the thirteenth and fourteenth centuries. Here, the wide use of this colour, not only on the outline of the faces and to the side of the nose, as usual, but also on the area of the eyebrows forming a unified plane, its tonal gradation and its combination with the rest of the colours of the flesh find the closest parallels in some figures of the scenes of the Last Supper and the Betrayal painted by the so-called ' A' painter in St Theodore at Tsopakas in Laconian Mani, dated to the last quarter of the thirteenth century ( fig. 15) . 90 Moreover, the face of the Child of the Melismos displays similarities to the face of a child in the scene of the Entry into Jerusalem in the church of the Ascension at Myriali, dated also to the second half of the thirteenth century (2nd phase), both in the modeling of the flesh and in the physiognomy. 91 Also common in the second half of the same century are the large eyes with the intense pupils ("rolling-eyes"), an element of Western origin that was widespread in the periphery of the Byzantine Empire during the thirteenth and the early fourteenth century, such as in neighbouring Laconia or in Aigina, Attica, Euboea, even in Crete. 92 This applies also to the swallow'stail shape of the upper lip 93 and the schematic ears. 94 The simplified drapery covers the body without enhancing it. The concelebrant hierarchs (figs. 4-5) stand out among the figures because of their motionless omophoria and the absence of folds on the phelonia, which cover the body without revealing the pose or the gestures of the figure. The conception is the same when it comes to the luxurious costume of the archangels of the apse (fig.  2) ; the part of the loros folding smoothly above the arm is the exception to the rule. Similarly smooth is the fluttering part of St George's mantle ( fig. 9) fig. 8) , typical of the painting of the Late Komnenian period, lives on until the early fourteenth century. 97 Moreover, the less schematic folded edge of the maphorion to the side of the Kyriotissa's face ( fig. 11 ) recalls the maphorion of female saints or of the Virgin in churches of Inner Mani of the thirteenth century. 98 The richly folded edge of the maphorion is also encountered in this period. 99 The edges of the folds are usually painted in a darker tone than the local one -as on the figures on the west wall (figs. 8-9), the warrior saint ( fig. 10 ) and the deacon ( fig. 7) on the north wall. In some cases a different colour has been used, achieving stronger contrasts -white on the blue dress of the Kyriotissa ( fig. 2) , green on the white garments of the Christ Child of the Kyriotissa image ( fig.  2) , as well as of St Stephen (fig. 6) .
Brick-red, ochre, white, blue and green are the main colours in the artist's palette for the garments. The choice of brick-red and ochre (archangels' costume, fig. 2 , St George's and female saint's garments on the west wall, fig. 9 , 8, warrior saint's attire on the north wall, fig. 10 ), as well as of blue and white (hierarchs, figs. 4-5) dominates the painted surface. White is usually combined with some green, which is used on the edges of the folds and/ 96 Chatzidakēs, Bitha, op. cit., fig. 21 It is apparent from the aforesaid that the style of the wall-paintings in the church of St Theodore at Platanos exhibits affinity with wall-paintings of the periphery of the Byzantine Empire -neighbouring Laconia includeddating mostly to the second half of the thirteenth century. Moreover, exceptional is their resemblance to the paintings of the so-called ' A' painter in the church of St Theodore at Tsopakas in Inner Mani, of the last quarter of the thirteenth century, in terms of the rendering of the flesh of the figures. Therefore, the wall-paintings under examination can be dated to the last quarter of the thirteenth century as well. The fact that most of the parallels, both iconographic and stylistic, of the paintings are found in the mural painting of churches located in Laconia, allows the conclusion that the painter had a very good knowledge of the painting in this region, which could actually be the place of his origin.
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